The Australian artist Martin Sharp (1942Sharp ( -2013 produced a series of psychedelic artworks in London between 1966-8, the most famous of which were the Disraeli Gears record cover for rock group Cream and the Bob Dylan Blowin' in the Mind poster. Sharp's work exemplifies the connection between early twentieth century Modernist art movements, Pop art and acid-induced psychedelia of the 1960s. In addition, the poster Max Ernst: The Birdman from 1967, represents a homage to Dada and Surrealism, with special reference to anarchy, desire, and freedom of expression. In the spirit of Dada, the poster is meaningfully confrontational, exposing the darker side of the 1960s countercultural revolution in Western societies. This aspect of the youth movements of the 1960s is part of a continuum, drawing upon ideas and activities championed during the late 1910s and early 1920s by proponents of Dada and Surrealism. These resurfaced within the multifaceted counterculture of the 1960s, spurred on by Cold War tensions, rejection of 1950s conservative mores, opposition to nuclear proliferation, the conflict in Vietnam, an explosion in popular music, and the widespread use of psychedelic drugs such as LSD. Sharp's art is part of this confrontational continuum. 
Introduction -Mind blowing art
This essay places the artwork of Australian artist Martin Sharp (1942 Sharp ( -2013 ) within a broad historic and aesthetic continuum linking 1960s-era psychedelia with important forms of Modernism, principally Dada and Surrealism. It argues that in the specific case of Sharp, but also more broadly, the anarchic, confrontational, provocative and dream-vision elements defining those early twentieth-century Modernist art movements were influential in the graphic design, pictorial content, and materials used by pop culture artists of the 1960s. This lineage is evident in arguably the signature works of the era's psychedelic art -the concert posters and records covers, which appeared during the second half of the decade. Alongside this explosion of art, so-called "head shops" sprang up in the United States, the UK, and beyond to sell drug paraphernalia, psychedelic accoutrements, clothing, posters and a broad range of underground press publications. Their stock was often decidedly international due to the work of the Underground Press Syndicate and Liberation News Service, which made material available to a global network of alternative publications, as well as the global circulation of record albums and other rock imagery. 4 As a result, there was ample opportunity for the cross-pollination of influences by artists and graphic designers York concert amidst a mass of perfectly formed circles reflecting an acid-induced hallucinogenic trip. Printed in black and red on gold foil on card, the image portrayed, according to Sharp, "another dimension of reality" accessed through the drug trip. were more than simply the expression of hallucinogenic experiences, but which sought to celebrate the past whilst embracing the present.
Sharp psychedelia: Modernism meets the Sixties
The was set in train. The impact of the drug on his work was noticeable, adhering to many of the traits identified by fellow artists in studies such as those undertaken during the 1960s by researchers Masters and Huston. 23 They defined a psychedelic artist as "one whose work has been significantly influenced by the psychedelic experience and who acknowledges the impact of the experience in his [or her] work." Whilst additional studies found that psychedelics could vary from having a minimal to profound effect on one's art, Sharp was in the latter category during the period 1967-8. He noted, like others, that he could not work when he was stoned on marijuana. But LSD, he confessed, expanded his approach from "local scenarios to cosmic mythologies", revealed "a greater ability to use colour", enhanced his productivity, improved his ability to concentrate, "provided access to unconscious material" and had long term effects beyond the immediate period of the trip. It also allowed him to accept "illogical, irrational and non-linear" experiences; this in turn assisted his natural proclivity to juxtapose imagery, steered him towards the revelation of beauty through art, and expanded the complexity of his non-visual, textual output. 24 This latter element can be seen in the words accompanying many of his OZ magazine graphics, and his lyrics for
Cream's "Tales of Brave Ulysses." (Sharp and Cream guitarist Eric Clapton were friends and occasional collaborators.) Whilst not overtly referring to drug taking, the song can be classed as psychedelic due to its inventive structure, sonic texture, and lyrics blending mythology with uncanny, phantasmagoric imagery. in a London apartment room whose walls were covered with Birdman posters. 38 The combination of hallucinogenic drugs and this visually intense graphic, he reports, had a profound effect on him and his own subsequent artistic endeavours.
39
Birdman was not connected with any specific event such as a concert, exhibition or meeting, as was common for the production of posters during this period. Its creation was purely the whim of the artist. Sharp's use of the original collage engraving was unaltered apart from the addition of the aforementioned brightly coloured highlights and a large, flowery penned title below the reproduction. The image defies superficial interpretation -as does the graphic novel from which it was taken. Ernst never provided one, just as Sharp's application of pink to beak, eyes, body and bird's nest is erratic, emphatic, inexplicable and ultimately engaging. Then, as now, the work presents the viewer with a disturbing mystery.
The subject of Birdman was intense and sado-masochistic. Just as Dada reflected, in part, the seamier side of Weimar Germany and neighbouring countries during the immediate postWorld War I years, so also Sharp found himself reacting to both the utopian dreams of Theatre, it consisted almost entirely of collage and was a clear departure from the standard magazine format of the previous edition, whose cover brought together icons of the past and present important to Sharp, including a strutting Mick Jagger, the Hindu god Ganesha, and
Muybridge's Running Man of 1887. 50 Sharp used as his materia prima copyright-free prints from old books and magazines, photographs, and text. These he cut and pasted to form something new, adding paint and ink to complement the final product. The Magic Theatre edition was immediately recognised by Australian art critic Robert Hughes as a landmark in graphic design and magazine production, breaking the rules of both commercial and underground press publishing norms. The latter noted that it was 'one of the first serious, though flawed, attempts to apply the idea of simultaneity of experience not just to a picture of a wall but to a whole magazine.' 51 There was no 52 Alongside the esoteric, this was one of his abiding interests at the time and the theme of that particular issue of OZ. Sharp edited the magazine in a manner much to the chagrin of his friend and principal editor Richard Neville who did not see the subject as relevant to the counterculture. 53 Neville was obviously insufficiently aware that UFOs -and space travel more broadly -were a common motif associated with the use of hallucinogenic drugs during the 1950s and 1960s, as an individual's perception was opened to elements of the universe beyond the purely physical realm. 54 Many of the English underground press publications made references to UFOs, cosmology, alien life and seemingly inexplicable designs such as crop circles, whilst individuals were also drawn to places such as Stonehenge 
